The urban landscape of New York City is one that is familiar to many, but through the medium of animation this familiarity has been consistently challenged. Often metamorphic, and always meticulously constructed, animated imagery encourages reflective thinking.
it would serve the interests of the wealthy and the elite. Politics and architecture were inseparable. Construction remained an important feature of the popular. (2009: 64) The symbolic potency of skyscraper construction, as experienced during the Great Depression, is perhaps most suggestively captured in Disney's package feature Fantasia
2000.
The 'Rhapsody in Blue' sequence in Fantasia 2000 effectively provides an animated reimagining of New York's most significant period of architectural animation -that moment in history where the city began to take on the shape that we recognise today. Furthermore, the sequence also seeks to illustrate some of the ways that a group of imagined New Yorkers, rendered here in a caricatured, Al Hirschfeld-style, seek to contend with the changing economic conditions through which they live.
Bringing a building to life, let alone a skyline, is no mean feat. Furthermore, working with traditional live-action techniques this is almost impossible. Intellectual montage, as developed, theorised and put into practice by Sergei Eisenstein, provides perhaps the most obvious exception to this, and is illustrated best in his 1925 film Battleship Potemkin. Here we see the statue of a sleeping lion dramatically come to life after the titular battleship fires upon the Tsarist military headquarters, which houses those responsible for orchestrating the massacre that takes place on the Odessa Steps. Eisenstein's montage actually cuts three lion statutes together in quick succession, one after the other, with each statue in a progressively more alert pose, so when the film plays at normal speed the idea created in the mind of the viewer is that this is one lion sitting-up in surprise. By working with only the recorded image though, Eisenstein is forced to develop an elaborate methodology through which to achieve the animation effect. In comparison, within the animated realm proper, the only limitations regarding how a building might be brought to life are the limits of animator's imagination.
The 'Rhapsody in Blue' sequence begins with a single musical expression, that of the familiar rising clarinet glissando, which is echoed visually by the singular line that traces across the screen, precisely sketching out a high-rise skyline -the stepped nature of which draws immediate comparisons with that of New York. The angular nature of the line as it maps across the blue screen, bringing detail to the skyline, promotes a further association with the architectural blueprint. Although not made explicit, this suggestion fits neatly with the manner in which George Gershwin describes conceiving of Rhapsody in Blue during a train journey to Boston for the premiere of his Sweet Little Devil (1923):
I had already done some of the work on the rhapsody. It was on the train, with its steely rhythms, its rattley-ty-bang that is often so stimulating to the composer [. . .] . I frequently hear music in the very heart of noise. And there I suddenly heard -and even saw on paper -the complete construction of the rhapsody, from beginning to end. [. . .] . I heard it as a sort of musical kaleidoscope of America -of our vast melting pot, of our unduplicated national pep, of our blues, our metropolitan madness.
By the time I reached Boston I had a definite plot of the piece, as distinguished from its actual substance. (Lee, 2002: 156) Gershwin's account of this moment of schematic foresight, whilst undoubtedly (and most likely intentionally) serving to add to his already soaring reputation as a popular composer, closely aligns with how Disney's animators open the 'Rhapsody in Blue' sequence. Here, the singular line does not reveal the substance of the sequence in full, but rather defines the landscape in which the plot is to take place. Furthermore, the binding of the aural with the visual, via the blueprint motif, prepares the ground for Gershwin's musical kaleidoscope of America to be brought to life.
With a diverse range of characters populating the sequence, including a Gershwinesque piano player, we are initially presented with a picture of the daily struggles faced by those living through the depression -including the unemployed, the underemployed, and wealthy (who are now also faced with bitter financial realities). Approximately halfway through, this situation is captured in microcosm as the characters take to the Rockefeller ice rink. On a practical level, key-animator Eric Goldberg notes that art director Sue Goldberg gave the characters 'a flat, clear stage upon which to act out their dreams. The backgrounds become two colours-a pale blue-green for the ice, and a warm lavender for Rockefeller
Centre. The absence of shadows serves to focus the audience on what's happening to the characters' (Culhane, 1999: 72) . Visually, in this moment, the characters effectively set into motion a re-appropriation of city space.
Throughout the history of US urban settlement 'the private realm has taken precedence over the public and separation over interaction' (Christopherson, 1994: 410) , and this dynamic has certainly been a feature of New York's urban development. Even the Zoning Resolution of 1916, the first formal recognition of the needs of those individuals who inhabited Manhattan, established regulations that favoured private redevelopment. In the years leading up to 1916 'a wide range of citizen groups and politicians had been urging the city to intervene more significantly to address the problems of light and air, traffic, and aesthetic monstrosities' (Page, 1999: 61) . However, the Zoning Resolution, when it came to pass, sought to regulate development through the imposition of building ratios: 'virtually all of Manhattan below Central Park was divided into zones in which buildings could rise to one and one-half or two times the width of the street' (Page, 1999: 63) . Rather than establishing a regulatory opportunity for independent public development, the Zoning Resolution of 1916 effectively encouraged larger private buyers to acquire as much of a given block as possible for development, so that maximal use could be made of the site in terms of both breadth and height. Thankfully, this was not always the case as John D. Rockefeller Jr.'s Radio City development demonstrates.
It is fitting that Rockefeller ice rink provides the setting when the 'Rhapsody in Blue' sequence slips into its dreamlike phase, given the potent iconography of that location. At a time of great economic depression, the rich architectural diversity of the Rockefeller complex, with its soaring, setback exterior, its Art Deco flourishes, and golden sculpture of Prometheus, would no doubt have provided a visual distraction to passers-by.
2 As it stands, Paul Manship's statue of Prometheus provides a symbolic foundation to the complex as a whole -cut into the sunken plaza, the statue stands simultaneously above the ice rink yet at the foot of the towering central skyscraper, 'the speeding figure is charged with energy, a beatific smile upon his face. The figure is a human spaceship, and humanity triumphant' (Rutledge, 2008: 119) . While the statue is destined to remain only ever a static symbol of It is clear from this summary that it is the animation of the 'New York' landscape as an interactive game space that represents a crucial feature of the text. This animated game space though represents a site of negotiation, in the classic rhetorical mould, between game, gamer, and game maker. After all, the hypermediacy of the video game gives rise to a type of engagement that both draws attention to the animated surface of the game space and also opens a space for a more experientially embedded interaction, whereby the possible reflective perception of the animated game surface is repeatedly elided as a consequence of the gamer adopting a more reactive position within the game world in response to the need to learn and master the control mechanics. In simple terms, the animated fabric of the game can be(come) both visible and invisible to the gamer in equal measure.
The opening credit sequence that serves to introduce the city to the player offers an excellent early example of this shifting hypermediacy. During this opening sequence interactivity is reduced to a cinematic level, with the player being limited to a passive spectatorial position in relation to the developing narrative. The credits, however, while functioning much like those found in mainstream film (in that they essentially provide information about who is creatively responsible for the game itself) extend beyond a purely informational function by also drawing attention to the dimensionality of the animated landscape of 'New York' as it is gradually revealed. At its most playful, this aesthetic serves to establish a direct connection between the creative contributions of an individual and the manifest results of their work in the completed game. This is neatly illustrated when the caption 'Lead Interior Artist' credits Michael Pirso and Andrew Hay by simultaneously having this text visually reinforce both the depth and perspective of the interior space in which this moment is staged, but by also having the Bellic cousins obscure the text by having them move in front of it -a fitting act that reflects the hierarchical position of character over landscape that informs much animation production and reception, and which also serves to establish the text as interior within the same moment.
Rockstar's commitment to increasing the believability of the animated landscape of 'New York' in Grand Theft Auto IV also led them to reconsider the level of control over character afforded to the player. Prior to the game's release Dan Houser, co-founder and vice president of creativity at Rockstar, noted: 'we're literally doing fashion shoots and taking the photographs and turning them into the models. We have street stylists to help us dress them.
It's got to look right' (Hill, 2008) . Given the evident care taken by Rockstar to populate the game world with appropriately dressed non-playable characters, limiting the level of control that the player has over how Bellic appears represents a logical decision. Imagine, for example, if a level of character customisation similar to that available in the Saints Row At the heart of both Solomon's and Warhol's Empire projects resides a desire to pull attention away from authorial intent, in order to open up a space in which the symbolic status of the New York skyline -for which the Empire State Building provides a universal shorthand -might be reflected upon at length. Alongside this, both Empire projects (but perhaps more so the case in Solomon's offering) pose questions about the constructedness of the symbolically potent screen-space. In Warhol's Empire it is the materiality of the film that provides a continual reminder of its construction. Ultimately, the factor that decided the duration of Empire was not a conceptual one, but rather, 'once one reel change is effected, the project assumes a potentially endless length that is only curtailed as [Jonas] Mekas and Warhol become tired of returning to the camera' (Sutton, 2009: 198) . With reference to Solomon's Empire, the constructedness of the experience is doubly visible by virtue of the animated fabric of the text and the algorithmic looping of events, such as the plane's flight path and the recurrence of the moon. Ultimately, both films provide the viewer with an opportunity to study the urban New York landscape in ways not possible if one were simply look upon the skyline in person.
Conclusion
As has been illustrated, the metamorphic quality that the New York landscape gains by virtue of being rendered anew through the medium of animation is worth recognising. In fact, it has never been more important to recognise the shape-shifting potential of animation when into what would appear to be a twenty-second animated sequence' (Fitzpatrick, 2009: 228-229) . While New York was the point of origin for this form of site-specific animation, the popularity of this form of animated landscape has seen it become an increasingly commonplace advertising device in other major cities such as Beijing, London, and Tokyo.
While the Masstransiscope installation supports a familiar conception of animation, through its arrangement of discrete images that become animated through perceived motion, architectural projection mapping, which has recently enjoyed a period of sustained popularity, relies heavily on animation yet resists straightforward definition in such terms. In fact, the very act of architectural projection mapping problematises the notion of the image, in a singular sense, considering that any given image may in fact be a composite of multiple images simultaneously projected -a practical necessity given the likelihood that the building will not have a uniformly flat surface. New York is by no means the only city to have proven a popular location for projection mapping projects (whereby images are projected onto the side of buildings to create an illusion of physical animation), but the iconicity of much of the city's architecture has led projectionists to make liberal use of New York's urban environment. The proliferation of increasingly high-definition projectors, coupled with the continual refinement of the software used to map architectural projections will likely lead to the real-time animation of New York's built architecture becoming an increasingly familiar part of the urban landscape.
Ultimately, the landscape of New York City is one defined by animation in its most universal sense: endowing the inanimate with the illusion of life. Whether this is in the form of a reanimated depression era New York on a traditional screen, the perceived animation of still images when viewed from a moving subway carriage, or even the larger than life moving images that clad the animated canyon that is Times Square, New York's animated double life is everywhere to be seen. If nothing more, it is the author's hope that this article might add to the growing status of animation as a interpretational consideration within an American
Studies context, and perhaps encourage those unfamiliar with animation research to investigate further. 1 The suitability of Gershwin's 'Rhapsody in Blue' to capture the kaleidoscopic nature of American, and more specifically New York, life has also resulted in the score featuring prominently in the films Manhattan (1979) and The Great Gatsby (2013). 2 The development of Rockefeller Centre was not viewed as a wholly positive exercise. In addition to the ill feeling towards the Rockefeller name that persisted due to the family's association with the dealings of Standard Oil, the architectural ambition of the project was not to everyone's tastes, and as early as March 1931, when the project was officially unveiled, the proposed development drew 'considerable public consternation and criticism' (Rowe, 1997: 96 
